This article focuses on a series of postcard calendars produced by the South African Railways clusters: the natural world; the world of culture; and related to this, the world of technology, modernity and progress. In colonialist discourse, images of nature/'primitivism' were frequently offset by images that proclaimed the advantages of culture/modernity/technology, and this legacy manifests in the postcard calendars discussed in this article. The article suggests that the SAR had vested interests in how (white), middle-class South Africans imagined the country and how it was portrayed for international audiences.
Introduction
From the 1920s to about 1984, the Publicity Department of the South African Railways (now Transnet) intermittently produced postcards, pictorial calendars and postcard calendars that were used to encourage tourism, both nationally and internationally. As a state-owned organisation, the South African Railways (hereafter SAR) played a considerable role in establishing patterns of travel and tourism that were part of the broader discourse of how South Africa represented itself. Although postcards have only recently started to become objects of serious study, it has been recognized that because they are accessible, portable and affordable products of popular culture, they play an important part in the circuit of culture 1 that helps construct narratives such as nationhood. The SAR generated an enormous amount of publicity material from 1910 onwards that, in conjunction with state-sponsored journals such as Lantern and Panorama 2 and bodies such as the South African Tourist Corporation (Satour), created a propagandistic discourse about South Africa.
In this article, I focus on the postcard calendars that were produced by the SAR between 1961
and 1984, a period when tourism in apartheid South Africa was the almost exclusive domain of 'white elite culture'. 3 What made these calendars unique was their format, which comprised a calendar consisting of 24 sheets, two for each month, with the postcard on the top half and the calendar on the bottom. The sheets were perforated, allowing the postcards to be 'detached after the lapse of the dates on the lower portion' 4 ( fig 1) . These postcard calendars were widely
The images on the SAR postcard calendars can be classified as topographical postcards, generally defined as comprising 'views of beaches, piers and promenades at seaside resorts or of mountains, lakes and forests … tourist centres … urban street scenes and general views.' 6 It is suggested here that the SAR postcards both formed and reflected popular middle-class ideas about the landscape and unspoilt nature, as well as the advances of modernity in the form of bustling cities, industries, bridges, dams, and above all trains. The ensuing dyad of nature/culture ties in with a far older colonialist discourse, and implicitly underlies the argument in this article. . 9 With the introduction of the so-called divided back format in 1902, the picture side (the recto) became more important than the verso on which the message was written. 10 The earliest postcards in South Africa, Transvaal Republican stationery cards with pictures on the verso, date from 1896. 11 Foster points out that from the early years of the twentieth century postcards were not only the foremost form of everyday communication, but were also the 'main source of cheap, readily-available images of South Africa.' 12 The photographic medium was easily able to 'pass itself off as a replication of the "real"' and a reliable source of knowledge, without disclosing its latent ideological message. 13 Consequently, postcards became one of the most important mediums through which people literally worked out how to visualize their world. 14 Not only did postcards construct social ideas of nature, more importantly, in most cases they also created a 'network of nationally shared images.' shops and specialist collectors. 16 Residual methodology implies that only a portion of the entire data set, whose size may not be known, can be used. Twenty-four postcards were produced for the postcard calendar each year and this means that for the period 1961 to 1984, the total data set would comprise 552 postcards. The total of 378 postcards collected thus constitutes a 68% In 1934, a pictorial calendar in three colours, consisting of 'a selection of the well-known colourspreads published in overseas periodicals' was produced for the first time. 44 In 1940, the Annual Report noted that the 'Department's pictorial calendar, of which 13,500 copies were printed, Africa from the international arena, the postcard calendars continued to be distributed overseas but it seems as if the domestic market in Southern Africa became the main focus. The imperative to 'See your own country' or 'Know your own country' was frequently found in the SAR's publicity material, 53 and resonated with the sentiment that tourism was actually a patriotic endeavour.
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The design, production and distribution of the postcard calendars was done by the SAR Publicity Department. The Annual Reports consistently note their good reception: 'The S.A.R. Pictorial
Calendar was well received, the general comment being that it was the most attractive production of its type which had been seen in the United Kingdom. The selection of photographs was admired by many people in the advertising world.' 55 The design and journalism section of the
The SAR and tourism
The SAR played an inordinately influential role in South Africa in terms of not only providing the images that encouraged people to travel, but also the means to do so by virtue of its infrastructure and services. 58 Tourism is one of the major domains in which photographic images are manipulated, usually in order to highlight historically constructed gazes and glances. 59 As already mentioned, the SAR advertised its services through its extensive visual archive that came to constitute a 'network of nationally shared images.' As early as 1911, the SAR noted that apart from using advertising to attract visitors, settlers and industrial investors to South Africa, it sophisticated modes of visual marketing. 63 As previously noted, under apartheid, domestic tourism was aimed at the needs of the privileged white minority who had disposable income, mobility, and access to all manner of tourism facilities. 64 More than 100,000 visitors arrived in the 1950s, 65 although Grundlingh believes that tourism remained relatively low on the Nationalist government's agenda until the late 1950s when commercial jet aircraft and improvements to roads and infrastructure were effected. 66 The Sharpeville killings in 1960 had a temporary negative effect on international tourism. The SAR reacted to the 'uncertain political conditions in Africa' and the 'falling off' of international visitors by turning more and more to the domestic market for support for its local tours. 67 The buoyant economy in South Africa during the early 1960s was offset for the SAR by the realities of 'several factors which tend to limit the extent to which traffic, especially from overseas, can be increased', but the political situation was not explicitly mentioned as one of these. In dividing the postcards into thematic clusters, I attempted to do so in the spirit of the times and the purpose for which in which they were created, which means, for example, that it would have been entirely acceptable to relegate black people to 'the world of nature' as this was the primary mode in which they were generally represented.
The following themes were accordingly identified in the images on the postcard calendars: landand seascapes; flora and fauna; indigenous cultures; monuments, heritage and public buildings; leisure and tourism spaces and activities; cities, roads, industry and dams; and SAR-related topics (e.g., trains, harbours, motor coaches, and airplanes) ( Table 1) . These themes were then arranged in three broad clusters: the natural world; the world of culture; and related to this, the world of technology, modernity and progress. 70 A stratified sample was drawn from the subgroups in the clusters. Yet again, the sample seemed to be representative enough to attempt to answer the question of how the SAR represented the country through the medium of postcards and to be able to understand how issues of power might have informed this representation. In other words, the sample is sufficient in order to determine which images and identities are foregrounded and which are silenced, omitted or marginalized. analysis does not generally reveal much about the production or audience of visual images, and is most useful when it is combined with intertextual cross-checks to enhance reliability. 75 Some scholars hold that the production, collection and reception of postcards is just as important as the interpretation of their visual imagery as these interrogate notions of authority, originality, class, gender, and power. 76 The postcards discussed in this article were all produced and disseminated by the SAR. Although patterns of consumption have not been established, it is indicative that so many postcards have survived, suggesting that they were not necessarily considered to be transient. More research is needed in order to ascertain more clearly how these postcards 'worked' as opposed to what they 'meant', 77 but they are read here contextually as products of culture that encapsulated and reflected an ideological imperative.
The world of 'nature'
Like many other countries that bear a colonial legacy, South Africa has consistently been represented by stereotypes that align it irredeemably with the natural, unspoilt world of wildlife and 'primitive tribalism'. 78 This romance of the land and exotic otherness is again and again offset by the rhetoric of development, modernity, civilization, and industrialization (see below).
Consequently, the 'predominant set of codes through which South Africa has been represented and imaged is through variants of a dichotomy between the conditions of "modernity" and Africa as a tourist destination was still principally associated with outdoorism, primitivism, wildlife and leisure. hegemony. 88 Despite the fact that they are engaged in productive tasks, they are positioned as technologically backward, anonymous 'types' closer to nature than to culture. This is underscored by the caption of the postcard: 'The golden harvest.' The black women, one of whom is bare-breasted, 89 are intermediaries for the bounty of nature they carry on their heads.
The domain of white hegemony is suggested by the white (presumably) farmer and his wife.
They stand separate from the labourers in the fields and they present a pineapple to a white female visitor, adorned with a token 'native' grass hat. The wealth of the farmer is suggested by the extent of the pineries and it is probable that it is his imposing house that is situated on the far horizon. with South Africanism throughout the first half of the twentieth century. 92 The manner in 'which all whites came to identify with and "place" themselves in the imagined nation of South Africa'
was intimately related to the way in which the visual representation of the shared territory was entrenched in visual and textual reiterations. 93 The Publicity Department of the SAR played a crucial role in this, not only by documenting the country visually, but also by creating iconic views that formed a conceptual prism through which notions of nationhood and the idea of South Africa as a 'white man's country' were read. 94 The landscape views of the Cape Peninsula and the Drakensberg, for example, established landscape preferences that contributed to the narrative of white South African identity (and 'network of nationally shared images') deep into the second half of the twentieth century.
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The identification with the (white man's) land had to be supported by the physical exploration and embodied experience of it; 'the land itself came to be seen as a significant determinant of … South African society.' 96 Thus it was that the invitingly empty landscape became the stock in trade of SAR imagery as it allowed an imaginary and idealized geography of the national whole, 'grounded in the scenic', to take root. 97 Crais observes that the myth of the empty or vacant land betokened both geographical emptiness or unused land in addition to the literal empty land in which indigenous people are rendered invisible. The people who participate in the other activities are commonly depicted as older or more sedate, such as those playing bowls at a resort in the Drakensberg (fig 7) . All the figures are contained within the confines of the neatly clipped lawn and the surrounding hedge, which establish a border with untamed nature in the background. It is perhaps significant that the activity they participate in has no resonance with the majestic mountain backdrop; that is, they are not shown climbing the mountain or enjoying the view. Most of the people who are depicted in postcards showing tourism resorts or sites, game parks, hotels and parks fall into this age (and class) category. indicative of a growing emphasis by the SAR on promoting its own activities, rather than publicizing the country, as well as a growing emphasis on domestic tourism. It could also be read
as an attempt to demonstrate that South Africa was economically strong, despite the international boycotts.
From the early decades of the twentieth century, it was imperative for South Africa to position itself as a metropolitan, modern country in order to offset implied backwardness. 125 The oscillation between characterizing the country as sophisticated but at the same time as part of 'primitive' Africa, underlay most of the material directed at tourists, reassuring them of the presence of Western luxuries and infrastructure. This need to modernize was paradoxically 124 Schor, 'CartesPostales', 213; Jokela and Raento, 'Collecting Visual Materials', 54, 57.
accompanied by the rise of nostalgia for premodern experiences, 126 probably exemplified best by a retreat to nature. The official metanarrative produced by powerful bodies such as the SAR during the second half of the twentieth century did not necessarily produce explicit propaganda for the government, but did attempt to 'direct the tourist gaze' and create a 'positive' view of South Africa. 127 According to Groenewald, the magazine Panorama failed 'to contextualise their relentlessly positive reportage, and [were] selective in their portrayal of cultural experiences within South Africa', 128 and the same can be stated about the concurrent SAR postcards. They represent an idealized and unchanging image of the past and of a glowing future, directed by the imperatives of modernization, but neglect to engage with current realities. 129 So, for example, the gradual rise in black tourism in South Africa from the beginning of the 1980s 130 does not manifest at all in the SAR postcards. It can thus be suggested that the SAR's own history and apartheid ideology predictably informed the production of these postcards that 'show the skyscrapers and the prosperity of Johannesburg and Pretoria, but not those who built them.'
